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PREFACE 


Intrigued with the potential of line dancing for recreational purposes as 
well as for educational objectives, the author found himself being “hooked” by 
the latest dance fad. While this potential appeared both appealing and intriguing, 
there loomed the spector of futility to threaten the very existence of line danc¬ 
ing before it hardly “got off the ground.” 

It soon became apparent that the number of variations for each line dance 
constituted a threat to that dance being universally accepted. In no way could 
one particular dance become standardized. Not only were the sequences within 
any one dance varied, but the music, the tempo, and the styling each had its 
many variations. 

How, when, where and by whom could some semblance of order to line 
dancing be invoked? This question thrust a challenge directly at me. Someone 
had to attempt to answer those questions. Even though the axiom, “there are 
some who trod where angels fear to tread” might have deterred some, this author 
has not hesitated to accept the challenge. 

A second compelling force to reinforce the challenge noted above was the 
very apparent need for a source book to aid instructors, dance masters, recrea¬ 
tion leaders and physical educators. Dances have been “passed on” from one in¬ 
structor to another much after the fashion of folk dances in days gone by before 
the advent of the printing press. It was most evident that a book must be availa¬ 
ble in which would be compiled many of the popular, present-day line/solo/fad 
dances. 

Thus work has come to fruition. 


(May 1977) 


Grant Fairbanks Longley, Ph.D. 
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LINE DANCING 
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Chapter 1 -- INTRODUCTION 


like the proverbial chicken and the egg, which came first: the line? the 
circle? the square? Undoubtedly the line preceded either of the other two geo¬ 
metric figures. Likewise in the field of the dance the line antedates either square 
dancing or round dancing. Yet in the realm of mid-seventies dancing, “the line” 
is the latest addition to hit a degree of popularity which many describe as 
“sweeping the country” in America’s dance halls. 

To pinpoint a date for the actual emergence of the type of dance known 
as line dancing would be not only difficult but would be an exercise in futility. 
Not only is it impossible to discern a date or even a period to earmark as the 
forerunner of the present-day dances, but one cannot really isolate one dance as 
being “the first”. 

This dilemma can be partially attributed to one blatant fallacy, namely, 
the term: LINE DANCING. It is the author’s candid opinion that the above 
term is a mis-nomer. In reality, just a few years ago line dancing would be 
commonly interpreted as contra dancing or even folk dancing performed in a 
line, such as the Portugese Charmarita dances. Instead, when the term “line 
dancing” (examples of which are: The Hustle, Alley Cat, the Hully Gully) is 
used today it refers to dances done usually by an individual without a partner 
at a ballroom dance, a square or round dance, or a social occasion such as a 
wedding, a BarMitzvah, a reception, etc. 

Terms that are used synonomously for this type of dance are: fad, 
novelty, solo, singles, soul, party, character, no partner dances. Henry “Buzz” 
Glass of Oakland, California writes, “Dances without partners are an important 
part of the school and recreation scene .... this segment of dance activity is 
based upon using the individual as a unit of activity. The student may join with 
others in a line, circle, or an informal formation. Hands may or maynot be 
joined. Dancing without partners may be done sitting, standing, or moving. 
Likewise this activity has a wide range including social dance, folk dance, move¬ 
ment exploration, and creative activities.”! Thus according to this definition 
the term line dance is a poor choice of name for this type of dance as many of 
these dances are not performed necessarily in a line. 


iHenry Glass, “Teachable Dances,” The Physical Educator. Vol. 32, 
March 1975, p. 47. 
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It is not the express purpose or function of this document to quarrel with 
the terminology of this form of dance. However, one should be aware of this in¬ 
herent weakness as evidenced above. 

The new meaning given to line dancing today puts it into the category of 
social or ballroom dancing where it seems to fit quite comfortably. The mere 
fact that many professional ballroom dance instructors such as The Dance Teach¬ 
ers’ Club of Boston, Inc. have recognized and even promoted this form of dance 
at their functions gives some credence to naming it. Modern Ballroom Dancing, 
or better still, “The New, Modern Ballroom Dance.” To be sure, there is some 
reluctance on the part of many ballroom dance instructors to accept this form of 
dance into their programs. Some are condoning it as “a passing fad” and feel 
pressured into including the so-called line dances on a temporary basis, while 
others recognize the power of popularity as well as its monetary reward and 
openly promote line dancing or the New, Modern Ballroom Dance. 

On the other hand, square dance callers and instructors recognize the value 
of the easy, simple, popular routines as a “change of pace” but are reluctant to 
call them New, Modern Ballroom Dance for fear that the average square dancer 
will rebel at an activity which connotes “fancy, ballroom dancing.” 

To add fuel to the fire, the American Round Dance instructors tend to dis¬ 
credit and prohibit line dancing from being promoted in their area of activity. 
The very definition of round dancing precludes line dancing as evidenced by the 
definition of the dean of American Round Dancing, Frank Hamilton “A round 
dance is a couple dance characterized by the fact that all are doing a set routine 
to a specific musical arrangement and by the uniform movement of the dancers 
in established circles ‘round’ the hall.”l 

Some round dance instructors and cuers do not conceal their hostility to 
line dancing. By so doing they continue to draw a very distinct line between the 
social or ballroom dancing and their favorite form of dance, the American Round 
Dance. Obviously they would allocate the line dance to either the ballroom 
dance floor or the the square dance hall. Thus a plus for the appellation -- New, 
Modern Ballroom Dancing! 

Research into the subject of line dancing is further hampered by another 
glaring weakness. Instructors, choreographers, even dancers are at liberty to 
change, add, delete, or even destroy all, or nearly all, vestiges of any particular 
dance. This has happened so much that it is most difficult to discover any one 
line dance that is “pure”, that is, identical to the original version. Square dance 
callers will adapt a dance to fit the needs of their class or club. A physical 

1 Frank Hamilton, Roundance Manual (Los Angeles: Sets In Order, 1962), 

p. 6 
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educator will make adaptations of the same dance to fit his eight-year old chil 
dren in a movement exploration class, while the same instructor may make fur 
ther adaptations to satisfy the needs or desires of a high school social dance class 
In the dance section of this manual the writer has attempted to note all the vari 
ations he has encountered for each dance. Without a doubt, further variation: 
exist ad infinitum. 





HISTORY OF LINE DANCING 
Chapter 2 

Historically, writers, as they attempt to trace the beginnings of their favor¬ 
ite pastime find themselves very frequently staring into an abyss. Due to antiq¬ 
uity, lack of written evidence, with only folklore to rely upon, confusion within 
the ranks, the variety of personal opinion, and/or a host of other reasons, the 
historian may find the abyss most sizeable and even frightening. This writer is 
no exception. However, his dilemma is caused principally by a lack of recog¬ 
nized authorities to turn to for concrete data. As stated earlier, there appears to 
be no dance authority emerging yet from the many dance instructors - line, ball¬ 
room, square, or round - who are promoting the NEW MODERN BALLROOM 
DANCE. It is an open field. There is little written information on the subject 
of when, where and how Une dancing started. 

As stated in the Introduction to this manual, a question should be an¬ 
swered; namely, do we want to categorize the popular play party games, define 
dances such as “fun” dances of the thirties, forties and fifties as part of the New 
Modern Ballroom Dance? Should we label the Hokey Pokey, Bunny Hop, The 
Walk, The Strut as early line Dances? Or shall we not categorize them as a part 
of the present line dance movement? This writer would prefer to take the latter 

course. 

Harris, Pittman and Waller in their excellent text. Dance Awhik classify 
the above dances as “mixers and ice breakers”.^ This is where this researcher 
would like to leave them at this point in time. Again, the above authorities 
write that, “the bop, the twist, the hully-gully, the mashed potatoe, the watusi, 
the twirl, and others fill this restless need currently as did the charleston, the 
blackbottom and the big apple in the early twentieth century.” Note that Harris 
and Company did not categorize these dances as line or Solo Dances. Yet they 
do speak of Line Dances as being “novelty dances” naming the Congo line or 
Lambeth Walk as examples. They placed a date on these examples as the nine¬ 
teen sixties. 

This writer feels it incumbent upon himself to attempt to pinpoint the 
beginning of the New Modern Ballroom Dancing. Going out on the proverbial 
limb one must recognize the Hully Gully as one of the first of the present-da ^ 
dances , .\ccording to Charles Krylo, director of the Krylo Dance Studios, “The 


1 Jane A. Harris, Anne Pittman, & Marlys Waller, Dance Awhile (Min¬ 
neapolis: Burgess Publishing Co., 1968), p. 334 
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first Hully Gully was back in 1962.”1 No one seems to know its origin. 

Amos Moses and Alley Cat found their way to popularity on the heels of 
the Hully Gully in the early ‘70s. Square dance groups used both dances exten¬ 
sively as have physical education instructors. It has been this latter group of in¬ 
structors which has exploited the trend “to be with it” and “do your own thing.” 
As a result, instructors as well as students have created variations of the above 
dances. Coupled with lively music and well-recorded music new dances ad infini¬ 
tum have been added. 

According to Faith Middleton writing in the Providence, R.I. Journal - 
Bulletin . “... Rhode Island is probably the center of line dancing .. . thousands 
of people, age 30 - 70, are jamming churches, schools, and rented halls to commit 
to memory as many as 40 line-dance routines.”^ In her feature article she stated 
further, “It all started when the Diamonds cut The Stroll , a record devotees of 
the craze reverently refer to as the original line dance. That was March 13,1957, 

. . . which brought many dancers rushing to the floor to perform the familiar 
steps together.” 

Yet, I am reluctant to call that dance the First Line Dance. This writer 
would prefer to label all those dances like the Hokey Pokey, Bunny Hop, etc. as 
“fad dances of the day.” 

In the context of the New Modern Ballroom Dance nomenclature, from 
this point on we will refer to the Hully Gully as the initial dance of the Solo, Fad, 
Innovative, Soul, Character, Novelty dances. 

Glamour Magazine in April, 1977 added a new term to the above list —- 
“disco dancing.” 

As this manual goes to press in May, 1977, the president of the National 
Dance Association, Miriam B. Lidster, in her newsletter to members, spoke of 
“ballroom disco”^; also the newsletter used the term “contemporary dances of 
the 70’s.”4 


1 Bruce Smith. The Woonsocket Call, a newspaper published in Woonsocket, 
RL, December 16, 1975. 

2Faith Middleton. Providence (R.I.) Journal-Bulletin, Accent Section, Feb¬ 
ruary 27,1977 

^Miriam B. Lidster, Spotlight on Dance , A.A.H.P.E. & R.: National Dance 
Association, May, 1977, p. 1. 

4lbid., p. 6 
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USE OF THE LINE DANCE 
Chapter 3 


Right or wrong, the author has opted to use his own method of dance 
description. This consists of many American Round Dance terms and expres¬ 
sions, coupled with the terminology to be found in physical education periodicals 
as well as terms found in ballroom dance manuals. One excellent alternative 
would have been to have used round dance terminology completely but the 
writer decided against it as he expects this manual to be used extensively by 
physical educators, most of whom are not familiar with the highly technical 
expressions found in round dance literature. We hope anyone may be capable of 
working out the dances found in this manual with only a limited amount of 
dance experience. 

Rather than cataloguing the dances in this manual by placing them into 
three separate groups in the index, the author decided to do them alphabetically. 
A reader will thus need no previous dance background to look up a dance. Yet, 
many dance instructors will want to know how a dance is classified, i.e., folk, 
round, or line. This categorizing will be undertaken later in this chapter so that 
as a leader attempts to build a program he/she need only turn to the end of this 
chapter for this classification. 

The material which follows is completely original as there is no written 
material available to be researched. 

Many ballroom dance instructors have introduced and encouraged line dan¬ 
cing in their programs. Some have gone so far as to make an evening of fun/a 
party/a dance program consisting strictly of line dances. They will utilize as 
many as a score of line dances in one evening’s program at their dance studio. 
Occasionally a folk dance (so categorized later in this chapter) may be injected 
into the program. Such parties have been successful and are highly recommen¬ 
ded by this writer. 

Another modus operandi of the ballroom dance instructor is to teach one 
or more line dances at a regular evening’s program of ballroom dancing, along 
with interspersing as many as three or four previously taught line dances in be¬ 
tween the merenque, foxtrot, cha-cha, etc. 

Several of the well-known New England ballroom dance halls such as the 
King Philip , Rhodes-on-the-Pawtuxet , Roseland, Moseley’s, and Canoe Club 
follow the above mentioned format. More or less line dancing is programmed at 
these halls depending upon such factors as; the band, crowd receptivity, manage¬ 
ment policies, etc. 
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Round dance leaders have received line dancing less enthusiastically. Many 
have felt that they should program a line dance or two in an evening’s program 
just to satisfy the less avid round dancer, whereas, some round dance people 
more or less isolate the line dancing from round dancing. 

Square dance callers/instructors have for the most part eagerly accepted a 
few line dances to add to their evening’s repetoire. Dancers will request that 
certain of the well-known line dances be inserted into the program. The callers 
are happy to comply as it makes an excellent opportunity for him/her to “catch 
a breath” and prepare for the next square dance tip. 

There are two factors which influence the extent of the use of the line dance 
by a square dance caller. The first is the extent of his knowledge of the dance. 
Can he/she teach the dance, if needed? In many cases the caller’s wife or partner 
will specialize in this department and “take over” when the moment arrives for 
line dancing. In other cases, one couple in the square dance club or group will 
fill in on this chore and will also do the cueing and teaching of the easy round 
dances used by the group. Thus the caller is spared these additional duties. 

The second factor somewhat parallels the viewpoint found in round danc¬ 
ing; namely, the higher the level of square dancing the less the dancer looks with 
favor on the line dance. Thus the “high level” caller uses the line dances infre¬ 
quently. The “challenge clubs” reportedly seldom include the modern ballroom 
version of dancing in their programs. 

There are three groups which utilize line dancing very extensively. Recrea¬ 
tion leaders, one-night stand square dance callers, and physical education dance 
instructors will be most receptive to as much line dance material as can be offered. 
It is to these groups that this manual is directed. I hope this material will prove 
most beneficial to my friends in these areas. 

This writer has yet to witness an international folk dance group performing 
line dances. It is highly improbable that the advocates of folk dancing will ever 
utilize line dancing. 

The followers of the modern dance will likewise exclude a sequence dance 
such as is the line or solo dance. The writer was hired by Ted Shawn on several 
occasions to conduct evenings of square dance fun for his students at Jacob’s 
Pillow. Several folk dances and two line dances were used much to the delight of 
the young, aspiring modern dance students. Yet, that is as close as that form of 
dance has become introduced into the modern dance repetoire. 

The writer would suggest to recreation leaders and physical education in¬ 
structors a program built around the following dance outline for a “one night 
stand” or an evening of fun dancing. 
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Commence the evening with a circle mixer such as: Oh Suzanna, lili Mar¬ 
lene, Circasion Circle, Profs Mixer. This could be followed by two line dances, 
Amos Moses and Ruby Baby, after which a short rest could be enjoyed. 

This would be followed by the Hora, the Hustle, Alley Cat or the Camel 
Strut, then another rest. 

The Jessie Polka could now be utilized, followed by a Virginia Reel. 

Depending on the length of the evening’s program this writer would use the 
following in their given order to complete an evening of fun: Love Rock, Pop 
Corn, Ya Ya, Misirlou, a rest; then, HuUy Gully, I Got It for You, and Jive Talk¬ 
ing. 


The success of the evening would be greatly enhanced by the ability of the 
dance leader to mesh the above dances into a cohesive program. The amount of 
teaching necessary to make the evening a success would also determine the num¬ 
ber of dances, the rest time, and the order of the dances. 

The above suggested program is only a skeleton around which to build an 
instructional program or dance parties. There are enough dances in this manual 
to easily institute a forty-lesson weekly dance program. 

Dance or rhythm instruction in the public schools can utilize the line dance 
movement to a large extent. There are many different types of movement, in¬ 
cluding whole body manuvers as well as twists of the individual extremities, that 
allow the student to become aware of his body. “The movement approach 
through Laban notation immediately brings to mind the many opportunities in 
which children may relate to space, force, time, and flow. Moving in different 
directions, at different levels, at various speeds with various amounts of force 
are all integral parts of dance, music and movement.”! Thus line dancing is Tec- 
commended for all levels of rhythm instruction. 

Classification of dances to be found in this manual is as follows: 

There are two International Folk Dances listed: 

Hora 

Misirlou (The Greek Dance) 

There is one American Round Dance: 

Jessie Polka 

All of the other forty-five dances as listed in the Table of 

Contents are: LINE DANCES 

1 Rhythm Today, Silver Burdett Company, Morristown, N.J., 1965, p. 8 
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Choreography of LINE DANCING 
Chapter 4 

This writer in researching material on the line dance has discovered but 
very little written on the subject in periodicals. So little, in fact, that one cannot 
turn to any one book, magazine or other printed form as a principal source of 
either line dances or written expression of expertise. Neither can one find an in¬ 
dividual who has been acclaimed as a leading authority on the subject. 

After interviewing many professional dance instructors including ballroom, 
round, folk, and square dance leaders this writer could find no two professionals 
agreeing on who might be the “leading authority on line dancing in New 
England.” Not one of these authorities in the field of dance even knew of any 
outstanding authority in any part of the United States. 

Utilizing this lack of uniformity, the lack of co-relation between instruc¬ 
tors, this writer will attempt to be the first to make some basic assumptions in 
print concerning the structure/choreography/composition of a good line dance. 

In accordance with a general assumption expressed elsewhere in this man¬ 
ual, it is assumed that the true denotation of line dancing is the new modern ball¬ 
room dancing performed usually without a partner. This does not include the 
line dancing of the international folk dance variety namely, Misirlou, Hora, etc. 
These dances can be incorporated into a program of line dances as has been 
shown in Chapter 3, but we are not to consider them as part of the NEW 
MODERN BALLROOM DANCES. The inclusion of these dances in this dis¬ 
cussion only tends to further the disparity of the new versus the older concept 
of “line dancing.” 

The first criterion in determining the character of a true line dance is 
whether the dance can be done in a line, circle, or scattered around the dance 
floor by individuals without a partner. Although dance instructors/specialists 
have occasionally varied a particular dance (just for novelty sake) so that it can 
be performed as a couple dance, basically, the dance is first and foremost a solo 
dance. In no way should Leftfooters Onestep be categorized as a line dance even 
though it is simple, used at “one night stands”, and done to a pop tune. Nor 
should any of the countless hundreds of American Round dances be so classified 
because they are couple dances and not SOLO. 

The second point to be considered in choreographing a line dance is its 
uniqueness. This writer feels very strongly that each line dance should have its 
own unique or peculiar component which sets it apart from other known dances. 
It does not demonstrate any special talent or imagination for a dance writer to 
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take a glossary of terms, segregate three or four common dance terms, choose a 
“catchy tune” and announce to the dancing world that a new dance has been 
choreographed. A typical example of such a method would be: do a grapevine 
right, a grapevine left, walk forward three and touch, quarter turn right and back¬ 
up four counts. There are some dances in this manual which fall into this cate¬ 
gory. This writer has acknowledged these as line dances, but I hope as the 
dancers, particularly the dance instructors, become more sophisticated these 
dances will fall by the wayside and be supplanted by dances exhibiting the 
characteristic of the second criterion, namely, uniqueness . 

Dances that demonstrate this aspect of a good line dance are: Amos Moses, 
with its hitchstep to the right-forward which has created the well-known term 
“the Amos Moses step”; Candy Man with its double kick from the knee; the 
chicken scratches found in Salty Dog line dance; Tiny Bubbles with its ronde 
manuver; the Hustle with its characteristic and expressive twist of the foot at the 
ankle; Delilah which utilizes a dip in its grapevine quite commonly used in folk 
dancing; the reversing grapevines found in Tippy Toeing; the cha-cha step in the 
Cha-Cha Teaser; and many, many more. 

A third element to be considered is the new dance’s similarity to other line 
dances. If an instructor makes up a dance and the dance is almost identical to 
another dance written previously, he should list his dance as a variation of the 
original dance. For example, if a step right, close left, step right, touch left be¬ 
side right is used in place of a grapevine right, in no way should the dance writer 
claim credit for a new dance. They are too similar. He/she should not attempt 
to gain recognition as a creator of a new dance, even though he chooses a differ¬ 
ent tune for the dance music. However, if he/she takes a known dance such as 
Delilah, then with different music eliminates one of the grapevines and replaces it 
with a full spin while at the same time insert two hand claps on beats three and 
four, then we have a new dance which has uniqueness and is enough different 
from Delilah to be called by a new name. This is exactly what Paul Merola of the 
Canoe Club has done with “Save Your Kisses” (page 63). 

A fourth criterion consists of the dance being written so as to take sixteen 
counts/beats of music or multiples of sixteen, for one performance of the dance. 
If this criterion is too stereotyped for the choreographer then this writer would 
allow some latitude by mandating the line dance be written in groups of four 
beats. Thus if the choreographer did not wish to stay with the sixteen beats he/ 
she could utilize twenty or twenty-four beats, but not fourteen, twenty-two, 
eighteen, etc. 

There are dances which have not complied with this criterion, and as one 
studies and executes the dances one realizes that something is missing. For exam¬ 
ple, the author first learned the Hustle with only thirty-eight beats of music, and 
consequently thirty-eight steps. For many weeks the dance felt uncomfortable 
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and it was not until the author added two more beats/steps that the dance 
“seemed right”. 

Such elements as length of dance, number of figures (dance steps), 
rhythm, degree of difficulty, dance label, performing artist, and space must be 
considered by the choreographer, but at this point of time are not considered as 
essential elements which must meet specific criteria. 

It is this writer’s opinion that the lengthy dances emphasizing many dance 
steps which tax a dancer’s memory have a tendency to discourage the rank and 
file dancer. We have seen this phenomenon bring about the early demise of 
many American Round dances over the last twenty-five years. Only the over- 
active, “challenge me” type of dancer will be rewarded by this type of chor¬ 
eography. 

At this point consideration should be given to music. A choreographer 
must consider four elements of music when constructing a dance: time, tempo, 
meter, and rhythm. These terms are often used imprecisely by many people. As 
a result there is confusion as to the true meaning of these words as they apply to 
the construction of a dance. 

It is not the express purpose of this manual to present any extensive anal¬ 
ysis of music. However, the writer would feel remiss if he did not attempt to 
offer a brief description or interpretation of a few basic principles. 

Dance is said to be a “time-space art.” Bodies performing dance move¬ 
ment progress through varying amount of space, and time is consumed while this 
movement takes place. It was realized many centuries ago that a system of 
“counts” must be evolved. Thus dancers and musicians both use a system of 
calculation to mark the places where rhythmic impulses occur. Pulse and beat 
are synonymous for count. Beats are grouped together into two beat, four beat, 
three beat patterns. Thus the foundation has been laid for marking the passage 
of time in counts and in measures while movement is taking place. 

Tempo refers to the rate of speed at which a series of beats/counts/pulses 
occur equally distant from each other. It is not to be confused or used inter¬ 
changeable with time. The choreographer builds the dance with the proper 
timing while the dance instructor determines the tempo that he will use for 
teaching the dance and then will change the tempo for the finished product. The 
author has not indicated the tempo for the various dances contained here in this 
manual. Each instructor/leader/cuer must determine the tempo to be used. 

Meter is derived from the symmetrical grouping of a definite number of 
regularly recurring counts. This will give the underlying beat. When the music is 
written it is put into a visible space called measure. There is a key which unlocks 
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the meaning of the grouping within this measure called the meter signature. This 
tells the dancer whether he should do a polka as opposed to say, the waltz, line 
dancers must be conscious of meter and not confuse it with time, tempo and 
rhythm. 

The last term, rhythm, is most difficult to understand for the line dancer 
and the non-musically oriented dance instructor. Rhythm is the addition and 
division of beats within the measure. The meter signature sets forth the total 
number of counts which may be used and the note value of each count. But the 
note value can be changed so that we have many possibilities for exciting rhyth¬ 
mic patterns to enhance a dance or dances. 


THE FUTURE OF LINE DANCING 


Chapter 5 

The multiplicity of line dances has already begun. Many prominent line 
dance instructors know over 100 dances at the present time. It is quite con¬ 
ceivable that within five years these same instructors will amass another two to 
three hundred dances. 

Every instructor, either for his own “amazement” or his own ego, must 
prove himself-herself to his clientele by producing at least one new dance. Many 
times the hallmark of success is gained through the number of original dances 
choreographed. Thus the race is on!! 

This author has seen a similar situation take place in round dancing and in 
square dancing over the past twenty-five years. As more and more dance leaders/ 
instructors/teachers emerged out of the burgeoning mass of dancers on American 
dance floors, each had to create at least one dance. If it was a success, this led to 
the creation of additional dances. Thus is explained the phenominal amount of 
material at the disposal of every square and round dance teacher/caller/instructor, 
In fact, many channeled their main interest and energy into creating new figures, 
new steps, new routines. 

It is the candid opinion of this author that line dancing is here to stay. As 
long as there are catchy tunes produced or oldies to be re-born there will be 
choreographers ready to clamber aboard and create a newline dance. Undoubt¬ 
edly, the same condition is present today as previously mentioned, several danc¬ 
es will be produced to the same tune. At this point starts the fun of trying to 
predict which dance will “make it” and which will “wither on the vine” for one 
reason or another. 

While expressing opinions, the author would add that he predicts the 
majority of dances not created yet will be “run of the mill” dances, i.e., nothing 
new or original, sort of glossary of terms type of dances, ~ if you have done one, 
you will find ten others almost identical. 

In the round dance field leaders agreed to form screening committees. 
Organizations sprang up to survey the growing mass of round dance material. 
Dances were standardized and placed into categories according to degree of dif¬ 
ficulty. Sanity and order were restored. 

Whether the line dance leaders will ever organize, and if they do, whether 
they will ever be able to collate, screen, standardize, categorize - in other words- 
estabhsh some order in this particular field of dancing is very much a hypo- 


13 


thetical question. I, personally, do not believe this will come about. 


Now that “the ice has been cracked” and singles swarm out on a ballroom 
dance floor whenever a familiar tune is played, either by orchestra, band, record, 
or tape, regardless of whether couples are dancing or not, line dancing will con¬ 
tinue to grow in popularity in the next few years. In fact, it is quite conceivable 
(from this writer’s vantage point) that for the next twenty years it could become 
the most popular form of dancing in American dance halls. 

Physical education instructors will utilize the popularity of line dancing in 
their classes in the public schools of America. Line dancing, as has been pointed 
out previously, provide an excellent medium to introduce and promote 
RHYTHM to children of all ages. The pop records, plus the great advantage of 
not having to have a partner, make line dancing especially appealing to the 
younger set. Even the inhibited teenagers will make the attempt to master the 
simple, easy, popular line dances. 

So, folks, get on the band wagon and join the rapidly growing number of 
people enjoying a new art form. It is here to stay. Use these dances to not only 
enjoy the music and the simple dance steps but to improve your own sense of 
rhythm and ability to respond to it. This will serve as a stepping stone to the 
greater enjoyment of other forms of the great field of dance, whether it be tra¬ 
ditional ballroom dancing, folk, square and round dancing, or even modern 
interpretive dancing. 



DANCE TEACHERS ORGANIZATIONS IN NEW ENGLAND 

Area Coordinating Council of Round Dancing, 227 Arlington Street, Watertown, 

MA 02172 

Berkshire Area Callers Ass’n, 41 Ridgeway Ave., Pittsfield, MA 01201 
Caller’s Coop, 13 East Street, Beverly, Mass. 01915 

Connecticut Ass’n of Round Dance Teachers, 125 Timrod Rd., Manchester, Ct. 

06040 

Central Mass. Callers Ass’n, 200 Dutcher Street, Hopedale, MA 01747 
Connecticut Callers Ass’n, 62 Churchill Dr., Newington, Ct. 06111 
Dance Teachers’ Club of Boston, Inc., 3 Roine Rd., Braintree, MA 02184 

Dance Masters of America, New England Chapter, 10 Stoneland Roadway, 

Shrewsbury, MA 01545 

EDSARDA, Eastern District Square & Round Dance Ass’n, Box 78, Norwell, MA 

02061 

English Country Dance Society, 57 Roseland St., Somerville, MA 02143 
Folk Arts Center of New England, Inc., 62 Fottler Ave., Lexington, MA 02173 
Green Mountain Callers Ass’n, 10 Iby St., South Burlington, VT 05401 
Mayflower Round Dance Teachers Ass’n, 106 Parmenter Rd., Waltham, MA02154 
Mountain Valley Callers Ass’n, 572 Marlboro St., Keene, N.H. 03431 
Narragansett Callers Ass’n, 11 Brandeis Cir., Halifax, MA 02338 
NECCA, New England Council of Callers Ass’n, Box NC, Norwell, MA 02061 

NECORTA, New England Council of Round Dance Teachers Ass’n, 8 Ridgeland 

Drive, Cumberland, RI 02864 

New England Folk Festival Ass’n, 57 Roseland St., Somerville, MA 02143 

North of Boston Callers Ass’n, 31 Marion Rd., Bedford, MA 01730 

Northeast Callers & Teachers Ass’n, 4 Molunkus Rd., Skowhegan, ME 04976 

Northern Callers Ass’n, 25 Orchard St., E. Millinocket, ME 04430 

Old Colony Callers Ass’n, 3 Pall Mall, East Walpole, MA 02032 

Rhode Island Round Dance Teachers Ass’n, 132 Phillips, Woonsocket, RI 02895 

Scottish Country Dance Society of Boston, Box 1095, Boston, MA 02103 

SEMCA, Southeastern Mass. Coordinating Ass’n, 110 EwingDr., Stoughton, MA 

02072 

Springfield Area Callers Ass’n, 42 Deborah Dr., E. Hartford, CT 06118 
Tri-State Callers Ass’n, 484 Washington St., Auburn, ME 04210 
Western New England Round Dance Teachers Ass’n, RFD 1, Orange, MA 01364 
Vermont Ass’n of Round Dance Leaders, 6 Carpenter St., Northfield, VT 05663 
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COURTESIES OF LINE DANCING 


There is no right or wrong way to dance a dance. People dance the same 
dance in different ways simply because they come from different areas or are 
taught by different instructors. 

There are endless variations of dances. Therefore when you are a guest, 
dance the way the host group dances. When others come to dance with your 
group, they should dance your way. “When in Rome, do as the Romans do.” 
Try not to form cliques — dance with everyone. 

Remember the Golden Rule and practice it: Help those who are weaker 
than you are; learn from those who are better than you. 

SOME THOUGHTS ON LINE DANCING 

line dancing is a living activity; thus it is constantly changing. 

Why have the non-partner dances become the most popular type of dances 
within the last ten years? Perhaps it is because the young people in our society 
do not want to take the responsibility of choosing a partner, thereby implying an 
accountability to that person. 

Why is there a decline in the popularity of couple dances? Is it because the 
closed social dance position was a socially acceptable way to touch and feel and 
hold a loved one and now in our modern society when young people are so bold 
about fondling each other in public there is no longer the need for subterfuge? 

A PROFESSIONAL TIP ON CUEING TO INSTRUCTORS/LEADERS 

When cueing any sequence dance such as line dances, round dances, folk 
dances - always cue ahead of the action -- never behind. The most successful in¬ 
structors will cue from two to four beats ahead of the dancers’ movements. Cue¬ 
ing is an anticipating technique to alert the dancers of the next sequence of 
action. 


DEFINITIONS OF LINE/ROUND DANCE TERMS 


Clockwise (CW) - the direction involved in turning as a clock hand 

moves. A left-face turn. To face CW is the same 
as to face RLOD. 

Counterclockwise (CCW) - a right face turn so one is facing LOD. 

Count or counts (ct) - a beat or beats of music. 

Couple (cpl) - two dancers as partners 

Cues - instructions for prompting and to help dancers 

remember a routine. 

Diagonally (diag.) -- oblique direction. 

Figure (fig) - a definite sequence or series of steps forming 

one part of a complete dance routine. 

Free foot -- the one not bearing your weight at the moment. 

The free foot may be touching the floor in a 
point, draw, or touch; it may be swinging. This 
foot is usually used for the next step. 

Hold - denotes a count during which no action is taken. 

Introduction (Intro) - measures of musical lead played before the dance 

steps commence. 

Left (L) - indicates direction; also refers to a hand, foot or 

other part of the body as indicated. 

line Dancing (L/D) - usually performed without partners, with dancers 

spread throughout the hall facing head of hall 
(HOH), although many dances are performed in 
distinct lines or in circles. Like R/D, pattern 
dances set to a definite musical score. 

Line of dance (LOD) - direction toward which the normal flow or 

movement in L/D or R/D always proceeds. 

Also called “line of Direction”. This is CCW 
around the hall. 
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Continued on next page 


Measure (Meas) 

- a bar of music. A 








DANCE ABBREVIATIONS 

Phrasing 

- when a dance fits uniformly to the music ^ 







in L/D or R/D or S/D. It is then said to ^ 







be “correctly phrased”. ^ 

Common terms used by round dance and line dance teachers/instructors. 


^ choreographers, leaders, cuers. 

These same terms may or may not be used by 

Reverse line of dance (RLOD) 

- opposite of LOD. One faces CW with the ^ 

ballroom dance instructors or modern dance instructors. 


L shoulder twd. the wall. 







B&C 

- Bow and Curtsey 


Opp 

-- Opposite (foot or hand) 

Right (R) 

-- indicates direction as well as hand or foot. 

Bal 

- Balance 


Pdb 

- Pas de Basque 

Round Dancing (R/D) 

- American Round Dancing— usually per- 0. 

_ Bwd 

- Back or backward 


P 

- Position 


formed by couples in a large circle moving ^ 

CCW around the dance floor. Character- 

-11 COH 

- Center of the Hall 


Pts 

- Partner (s) 


ized by set routines to a definite musical 
score. Frequently referred to as “pattern 

CP 

- Closed Position 


R 

-- Right 


dances” and usually associated with square #“ 

dance programs. ^ 

Cpl 

Ct 

- Couple or couples 

- Count or counts 


RF 

- Right Foot 



RLOD 

- Reverse Line of Dance/ 

Routine 

- a sequence of steps or figures blended into 

^ CW 

“ Clockwise 



Direction 


a complete dance. 

• 


R/D 

- Round Dance 



CCW 

- Counter-Clockwise 




Solo 

“ a step or figure performed alone, no partner. #■ 

» Diag 

- Diagonal (ly) 


S/D 

- Square Dance 

Square Dancing (S/D) 

- four couples standing on the sides of a ^ 

^ Ft 

- Front 


L/D 

- Line Dance 


hollow square, facing in toward the center. 



W 

- Woman (en) ’s 


Considered by many as the “Great American ^ 

^ FOH 

- Foot of Hall 




Folk Dance”. ^ 

A. 




XLOD 

- Across Line of Dance 


Fwd 

“ Forward 




Starting Position (St. pos) 

- position taken by the dancer at the outset ^ 

^ HOH 

-Head of Hall (where music is) 

XIB 

- Cross Behind 


of a dance. ^ 


XIF 

- Cross in Front 



Intro 

- Introduction 




Styling 

- individual and distinctive positions and ^ 

T 

-Left 





movements which “dress up” the actual ^ 

L/ 





execution of dance steps. ^ 

LF 

- Left Foot 




Supporting foot 

- the foot bearing your weight at the moment. ^ 

LOD 

- line of dance, line of Direction 


Tempo 

- the rate of speed at which the music is 

. M 

-- Man, Man’s, Men 



SYMBOLS 


played. 

Maneuv 

- Maneuver (ing) 


(;) 

(.) 

- End of a measure 

- End of a count 


a 

- a 

_ 

Meas 

- Measure (s) 
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(-) 

- Hold one count 



ALLEY CAT -- line Dance 

as taught by Dr. Grant Longley 

Origin; Unknown 

Music: ATCO -- 45-6226 Alley Cat - Bent Fabric 
Position: No partners, all facing Head of Hall, hands on hips 
Introduction: Single upbeat (2 notes of music) 

DANCE 

1 measure - Extend Right foot to Right, touching toe to floor. 

Touch in place. Repeat - point side and close to left 
shifting weight to Right; 

2 measure - Extend Left foot to Left, touching toe to floor. 

Touch back to place. Repeat - end with weight on 
Left foot; 

3 measure -- Extend R to the rear, close to Left, Repeat. Stand; 

4 measure - Extend L to the rear, close to R, Repeat. Stand; 

5 measure - Lift R foot with R. knee crossing diagonally in front 

of Left, Touch R. to floor. Repeat. Stand; 

6 measure - Lift L foot with knee crossing and foot hanging 

naturally. Touch L. to floor. Repeat. Stand; 

7 measure - Lift R foot once. Stand, Lift L once and stand 

8 measure - Two-hand clap. Hold, Jump on both feet and make a 

1/4 turn Right. 

Dance is done 8 times through in the same manner. Ninth time every 
movement is halved as follows: 

RF to R (once); LF to L (once); R to rear (once); L 
to rear (once) R knee up; L knee up; two-hand clap; 
1/4 turn and jump OR just BOW 


20 


AMOS MOSES - Line Dance 

as taught by Dr. Grant Longley 

Origin: Unknown 

Music: RCA 47-9904, RCA 447-0896, Jerry Reed — Amos Moses 
Position: No partners, all facing Head of Hall 
Introduction: Wait three measures, weight on left foot 

DANCE 

1 measure - Right heel forward, back in place. Left heel forward, 

back in place; 

2 measure - Step forward on Right turning 1/4 L face, step L be¬ 

hind R, step RF to side, step LF beside RF and at 
the same time turning 1/4 R face putting weight onto 
LF (ready to start dance again). 


NOTE: This dance is known also as a “fad line dance” by the name of: 
ALLIGATOR STOMP. 


VARIATIONS 

2 measure - Instead of RF stepping fwd this writer has seen the 
dance done with the RF stepping out to the Left - 
also, the RF stepping across in front of the LF (there¬ 
fore the dancer has a latitude of nearly 180 degree 
choice) The writer suggests using the latter method 
of stepping across in front of the LF if the hall is 
crowded with very little space to dance in. 





BAD BAD LEROY -- Line Dance 

as taught by Dick Doyle of Milton, MA 

Origin: Unknown 

Music: Goldies 45-D2605, Bad, Bad LeRoy 
Position: No partners, all facing HOH 

Introduction: Choice of waiting four measures OR eight measures 

DANCE 

1 measure -- Step LF forward, step RF forward with a slow strut; 

2 measure -- Run forward, L, R, L, pause; 

3 measure -- Step RF to Right, step LF XIB of R, step RF to R, 

swing or touch LF in front of R; (Grapevine R) 

4 measure -- Step LF to L, step RF XIB of L, step LF to L, swing 

or touch RF in front of L; (Grapevine L) 

5 measure -- Step backward RF, step LF back with slow strut; 

6 measure - Run backward, R, L, R, pause; 

7 measure -- Step LF to L, close RF to L, cross LIF of RF, pause; 

pause; (Scissor) 

8 measure -- Step RF to R, close LF to R, cross RIF of L (Scissor), 

at same time make 1/4 turn Left. 


BALLIN’ THE JACK -- Line Dance 

as taught by Dr. Grant Longley 

Origin: Unknown 

Music: Memory Lane - Georgia Gibbs -- Ballin’ the Jack 15-2216 (ZSP 77649) 
Position: No partners, facing HOH 
Introduction: Wait four measures 

DANCE 

1 measure -- Stamp Left Foot, scuff RF diagonally in front of LF, 

ball-chain (rapidly shift from RF touch behind LF 
then back to weight on LF), step RFXIF of LF; 

2 measure - Step LF to side L, touch RF to LF, step RF to R, 

touch LF to RF; 

3 measure - Walk around to L full circle with a L, R, L, touch RF 

to LF; 

4 measure - Walk around to R full circle with a R, L, R, touch LF 

to RF; 

5 measure - Step LF to L, cross RF behind LF, step LF to L, at 

same time pull R knee up to "passe" (right angles) 
making 1/2 L face turn; 

6 measure - Step RF to R, cross LF behind RF, step RF to R, at 

same time pull L knee up to passe making 1/2 R face 
turn; 

7 measure - Point L toe diagonally to L rear, step LFXIF of RF, 

point RF toe diagonally to R rear, step RFXIF of LF; 

8 measure - Repeat seventh measure ending with a 1/4 turn R. 
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BOSSA NOVA -- Line Dance 

as taught by Dr. Grant Longley 

Origin: Unknown 

Music: Columbia 4-33079, Eydie Gorme - Blame It on the Bossa Nova 
Position: No partners, all facing Head of Hall 
Introduction: Wait six measures (start with vocal) 


DANCE 

1 measure - Step Right to Right, close Left to R, step R to R, 

touch L beside R; 

2 measure - Repeat above to Left; 

3 measure - Repeat #1 measure; 

4 measure - Repeat #2 measure; 

5 measure ~ Walk backward R, L, R, lift L foot forward; 

6 measure - Repeat, going forward L, R, L, lift R foot backward; 

7 measure - Repeat #5 measure; 

8 measure - Repeat #6 measure; 


9 measure -- Step R in place, touch L heel diagonally forward to 

Left “ using whole four beats of music; 

10 measure -- Repeat to Left; 

11 measure - Repeat to Right; 

12 measure - Repeat to L; 

13 measure - Step R to R, step L crossing behind R; 

14 measure -- Touch R toe to R (no weight on it), step with R 

crossing behind Left; 

15 measure - Step L to Left, step R beside L; 

16 measure -- In place with 1/4 turn Right, step L, R, L, and hold 
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BOSSA NOVA " line Dance (Second Version) 

as taught by Dick Doyle, prominent 
Round Dance instructor from Milton, 
Massachusetts 


Music: Belco 238, Bossa Nova 
Position: Solo, facing HOH 


DANCE 

1 measure - Grapevine Left (Step L, cross RFIBLF, step L, swing 

RF); 

2 measure -- Grapevine Right; 

3 measure - Grapevine Left; 

4 measure - Grapevine Right ending with 1/4 turn Right; 

5 measure -- Grapevine Left; 

6 measure - Grapevine Right; 

7 & 8 measure - Repeat 5th and 6th measures; 

9 measure -- Step fwd with LF, hold, point RF fwd, hold; 



10 measure - Step back with RF, hold, point L toe to rear, hold; 

(Charleston step) 

11 measure - Repeat 9th measure; 

12 measure - Repeat 10th measure; 

13 measure - Step LF to Lside, hold, point R toe XIF of LF, hold; 

14 measure - Step RF to R side, hold, point Ltoe XIF of RF, hold; 

15 measure - Repeat 13th measure; 

16 measure - Repeat 14th measure. 


25 






BUS STOP -- Line Dance 

as taught by Dr. Grant Longley 

Origin: Unknown 

Music: Stereo - MB- 10571 Get Up and Boogie (That’s Right) 

Position: No partners, facing HOH 
Introduction: Start anytime 

DANCE 

1 measure - Point Right toe to R, touch R to L, point R to R, 

place R beside L. 

2 measure - Point L to L, touch L to R, point L to L, place L 

beside R (weight on it) 

3 measure - Point R forward, point R back, point R forward, step 

back on R. 

4 measure - Step back on L, point R back (no weight), step for¬ 

ward on R, step forward L. 

5 measure - Kick forward R at same time 1/4 turn Left, cross R 

in front of L (in air consume extra beat of music) 
step on R, step back L. 


ANOTHER VERSION - CHICAGO BUS STOP 
Music: Salsoul, SZ 2007, Ooh, I Love It 

1 measure - Step L with L, slide R to L, step R with R ft, slide 

L to R; 

2 measure - Step L with L, touch R to L, Point R toe Fwd, then 

backwd; 

3 measure - Point R ft fwd (put weight on it), point L ft to L, then 

cross L over R in front and step on it; 


Continued on next page 


CHICAGO BUS STOP - Another version of Bus Stop (Continued) 

4 measure - Point R toe to R, then cross RIFL and step on it; 

5 measure - Slide L ft back in a diagonal direction weight on it, 

slide R ft both in place, weight on it, slide L ft to R 
ft, weight on it. 
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CAMEL STRUT -- Line Dance 

almost identical to Amos Moses 

Origin: James Banks, Lexington, Massachusetts 

Music: Motown Record Corp. “You Haven’t Done Nothin”, Stevie Wonder 
T6-332S1 

Position: No partners, facing Head of Hall 
Introduction: Wait four measures 

DANCE 

1. Clap hands together and at same time place RF for. and close 
back to L. 

2. Clap hands together again at same time place LF for. and close 
back to R. 

3. Step for. on the RF, move LF to the R keeping it behind the 
RF. 

4. Execute a 1/4 turn to the R stepping with RF as the turn is made. 
Close the LF to the R. 
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CANDIDA -- Line Dance 

as taught by Dr. Grant Longley 

Origin: Unknown 

Position: Without partners, facing Head of Hall 
Music: Flashbacks, FLB 66, Candida 
Introduction: Wait four measures 

DANCE 

1 measure -- Cross Right foot in front of Left (RXIFL), rock back 

on L, Repeat rock fwd and back; 

2 measure -- Step Right with RF (at same time start turning R so 

as to end up facing ROH), step in same direction with 
LF while completing 1/2 R turn. Cross R behind L, 
step L (still in same direction — yet starting to turn 
left); 

3 measure 1/2 of it -- Then RF, then LF (while making a complete 

360 degree L face turn). 

Note: whole dance consumes ten (10) beats of music; also, one needs space to 
move sideways across haU while performing the last 6 counts of music 


VARIATIONS 

May perform the dance with partners by placing partner in varsouvi- 
enna position, do the dance side by side for the first six (6) counts, 
then separate by gent retains girl's left hand as she makes left face 
turn as in dance above while gent walks LOD with R, L, R, L. Now 
both are back together to start dance facing ROH. 


29 



CANDY MAN -- Line Dance 


as taught by Dr. Grant Longley 

Origin: Unknown 

Music: MGM - KGC 216, Sammy Davis -- The Candy Man 
Position: No partners, all facing Head of Hall 
Introduction: Wait two counts 

DANCE 

1 measure -- Place left heel in front, back to place, 

Place right heel in front, back to place; 

2 measure -- Place L heel in front, back to place. 

Kick R foot forward from the knee -- twice; 

3 measure -- Place R foot forward, rock on it twice; 

4 measure -- Step with R cross behind L, step L pivoting 1/2 turn 

L at the same time bring R knee up to horizontal. 
Hold, Step in place and put weight on it. 
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CHA CHA TEASER -- Line Dance 

as taught by Dr. Grant Longley 

Origin: Unknown 

Music: Memory Lane 15-2329, Johnny Nash, “I See Clearly Now” OR any 
Cha-Cha 

Position: No partners, facing Head of Hall 
Introduction: Wait until Nash sings the word “clearly” 

DANCE 

1 measure - Point Left ft to Left, Touch L to Right, point L to L, 

Touch L to R (no weight upon it); 

2 measure -- Step forward on L, cross R in front of L, putting 

weight on it, then do L, R, L (cha-cha-cha); 

3 measure - Step backward R, step for. slightly L, then do R, L, 

R (cha-cha); 

4 measure -- Step for. L, 1/4 turn R (taking one beat of music) 

while turning on R ft in place, step for. L, 1/4 turn R 
while turning on R ft in place (now facing foot of hall); 

5 measure -- Step for. L, (fudge) into full 1/2 turn to L as R steps 

forward (now facing H of H), then do L, R, L (cha- 
cha-cha); 

6 measure - Step back R, step forward L, R, L, R (whole measure 

basic rear cha-cha-cha). 

VARIATIONS 

1. With partners in varsouvienne position do dance turning L 1/4 
instead of 1/2. 
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DELILAH -- Line Dance 


as taught by Dr. Grant Longley 

Origin: Unknown 

Music: Parrot 5N-59004, Tom Jones -- Delilah 

Position: No partners, all in circle holding hands, facing center 

Introduction: Wait two measures, weight on Left foot 

DANCE 

1 measure -- Step side Right, step Left behind R, step side R, Touch 

L in front of R (Grapevine Right) 

2 measure -- Step side L, step R behind L, step side L, Touch R in 

front of L (Grapevine Left) 

3 measure - In LOD, step R, slide L to R, step R, hold (two-step R) 

4 measure - In LOD, step L, slide R to L, step L, hold (two-step L) 

VARIATIONS 

On grapevines, a dip of the knees gives a distinct flavor to the dance 
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FOURTEEN STEPS -- line Dance 

as taught by Dr. Grant Longley 

Origin: Unknown 

Music: Fontana, F 1102, Winchester Cathedral 
Position: No partners, all facing Head of Hall 
Introduction: Wait four measures 

DANCE 

1 measure - Step Left, kick Right diagonally across L in front, step 

R, kick Ldiag. X I F R; 

2 measure - Step L, kick R X I F L, step R, rock (sway) R, rock L; 

3 measure - Step R to R, step L X I B R (grapevine), step R to R, 

hop R at same time 1/2 R turn while bringing L knee 
to horizontal; 

4 measure (2 counts) - Step L to L, step R X I B of L (end with 

weight on R ft) 

Note: Entire dance takes 14 beats of music. 
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GLORY STOMP -- Line Dance 

as taught by Dick Doyle 


Origin: Gloria Brunt, Dedham, Mass. 

Music: Studio Music 504, Easy Come, Easy Go 
Position: No partners, form circle facing LOD 
Introduction: Slow wait for 14 counts 

DANCE 


"A" Part 

1 measure -- Step RF to R, slide LF to R, step RF to R, Hop on 

RF; (Two-step toward wall); 

2 measure - Step LF to L, slide RF to L, step LF to L, Stomp RF; 

(Two-step toward COH); 

3 measure - Step back with RF, slide LF back to R, step back with 

RF, hop on RF; 

4 measure -- Step LF forward, slide RF to L, step LF forward, 

stomp on Right Foot; 

5, 6, 7, 8 measures - Repeat measures 1 - 4 
"B" Part 

9 and 1/2 of 10 measures - Strut to Right in circle clapping for 6 

counts. 

Repeat above (9 1/2 measures) 

"C" Part 

1 measure - Step RF to R, close LF to R, step RF to R; touch LF 

beside R; 

2 measure - Step LF to L, touch RF to L, turn 1/4 R, close LF to 

R and place weight on it; 

3 measure - Step RF to R, touch LF to R, step LF to L, touch RF 

to L; 

Continued on next page 
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GLORY STOMP - “C” Part Continued 


4measure - Turn 1/4 R stepping RF, close LF to R, step RF to R, 
touch LF to R; 

5 measure - Step LF, touch RF, turn 1/4 R stepping with R, close 

LF to R; 

6 measure - Step RF to R, touch LF to R, step LF to L, touch RF 

to L; 

7 measure - Turn 1/4 R stepping with RF, close LF to R, step RF 

to R, touch LF to R; 

8 measure - Step LF to L, touch RF to L, step RF to R, close LF 

to Right. 


SEQUENCE OF DANCE -- A-B-A-B-C; Repeat same order 
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THE GREEK DANCE -- Line Dance 

as taught by Dr. Grant Longley, instructor 

Origin; Greece - “Kritikos” is the Greek name of the dance. It is done to the 
tune named Misirlou, meaning “beloved”. The dance was 
introduced onto the American dance scene by Monty Mayo 
in 1948. The Duquesne University dancers popularized the 
dance at that time. 

Music: For line dancing - Never on Sunday, RCA Victor EPA 4129 and United 
Artists 1622 

For Folk dancing -- Misirlou, Columbia 10072 
Formation; One large broken circle, hands joined 
Introduction: Wait two measures 

DANCE 

1 measure -- Stamp Right, hold one count, point Left toe in front 

of Right, describe an arc to left toward Right heel 
IRonde jambe) for two counts -- circle moving in LOD. 

2 measure -- Step L behind Right; step R to side; step L across in 

front of R pivoting to L to face RLOD; 

3 measure -- Step R, L, R, pivoting on right to face LOD; 

4 measure -- Step L, R, L, pivoting on left to face COM. 

VARIATIONS 

A. On third and fourth measures: use a two-step instead of a walk. 

B. On fourth measure: Back-up in LOD instead of pivoting using 
either the walk or two-step, then pivoting Right on the ball of 
Left foot to face COH. 

C. On second, third, and fourth measures: instead of pivoting, use a 
series of grapevines in LOD 

D. On third and fourth measures: step R, cross Left over right, cross 
R over L, cross L over R, cross R over L 

E. On third and fourth measure: step R to center followed by a L, 

R, hold, back up to place L, R, L, hold 
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HORA - Qrcle Dance 


as taught by Dr. Grant Longley 


Origin; Considered to be the national Jewish dance, yet probably originated in 
Romania. Introduced in the U.S.A. by Dvora Lapson. 

Music: Folkraft, FI 122, Hiney Lo Yanum, also Folkraft FI 110, Hava Nagella. 

Position: No partners, dancers in circle facing COH holding hands or hands on 
neighbor’s shoulders, leaning back with heads up. 

Introduction: Wait eight beats (two measures) 

DANCE 

1 measure -- Step Left with L foot, cross behind L with the Right, 

step L again with the L, hop on L as R foot is swung 
diagonally forward to the left; (grapevine Left) 

2 measure - Step R with R foot, hop R as L foot is swung diag¬ 

onally forward to the Right. 

Repeat indefinitely 

2/4 music 


VARIATIONS 

1, 2 measures - Side L, cross behind R, jump both feet, hop; jump 
both feet. Hop. 

ANOTHER VARIATION 

1, 2 measures - Side L, cross behind R, jump, hop; Step R, L, R in 
place. 
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HULLY GULLY - line Dance 


as taught by Dr. Grant Longley 

Origin: Unknown 

Music: ABKCO 4029, The Dovells -- Hully Gully Baby; Columbia 33051 - 
Hully Gully 

Position: No partners, all facing Head of Hall 
Introduction: Wait four measures -- count 16 beats 

DANCE 

1 measure -- Step Right with Right foot, close Left to R, step R, 

and kick Left foot (swing Left in front) while clapping 
once; 

2 measure -- Step L with L, close R to L, step L, and kick R foot 

(swing) with clap; 

3 measure -- Back up R, L, R, kick Left foot forward and clap; 

4 measure -- Step forward L, touch R beside L, step forward R, 

touch L beside R at the same time turning 1/4 Right, 

5 measure - step back L, step back R, step back L, kick R (weight 

on Left foot -- ready to start from beginning) 

First Variation (fourth measure only -- variation) 

On fourth measure. Kick R forward (lifting R foot off 
floor 10 inches) Step R, kick L forward and the same 
time pivoting 1/4 turn Right, Continue as above for the 
fifth measure 

ANOTHER VARIATION 

Two lines facing, do dance as above except on 4th measure make 1/2 
Right turn and back up, thus the two lines will have exchanged places. 


Continued on next page 
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HULLY GULLY - (Continued) 


A SIMPLE VARIATION 

On third measure - instead of backing up — Step R, swing L, step L, 
swing R 

Four measure --Walk forward R, L, R, Hop R and 1/4 turn R/Clap 

Fifth measure - Walk backward L, R, L, Hold 

ANOTHER VARIATION 

On third and fourth measures: back up R, place L beside R, hold, 
step forward R, touch left to R, hold, step forward L, touch 
R beside L, hold, step R, touch L beside R, hold, at same time 
turning R 1/4 turn. Use regular fifth measure to complete 
the dance. 
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HUSTLE -- line Dance 

as taught by Dr. Grant Longley 

Origin; Unknown 

Music: AVCO - 4653, Van McCoy -- The Hustle (Disco Baby) 

Position: No partners, all facing Head of Hall 
Introduction: Wait four measures, weight on left foot 

DANCE 

1 measure - Walk backward starting Right, Left, Right, touch Left 

to Right with toe turned outward (hustle step); 

2 measure -- Walk forward starting Left, R, L, hustle step L.; 

3 measure -- Repeat Measure 1; 

4 measure -- Repeat Measure 2; 

5 measure -- Step R to Right, close L to R, step R to R, hustle 

step L.; 

6 measure -- Step L to Left, close R to L, step L to L, hustle step R; 

7 measure - Step RF to R, hustle step with LF, step LF to L, 

hustle step with RF; 

8 measure -- Step RF forward, step LF beside RF, click heels to¬ 

gether two times; 

9 measure - Touch R toe fwd two times, touch R toe backward 

two times; 

10 measure - Touch R toe front one time, R toe back once, R toe 

sideward to R once, kick RF fwd at the same time 
pivot 1/4 turn Left on LF. 


VARIATIONS 

2 measure - Substitute a full left turn forward in three counts 

4 measure - Repeat 2 measure 

5 measure - Substitute a full right turn to R in three counts 

6 measure - Repeat 5 measure but with a Left full turn 

7 measure - Substitute for heel clicking a two foot jump feet apart, to¬ 

gether. 
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I GOT IT FOR YOU -- Line Dance 

as taught by Dr. Grant Longley 

Origin: Dr. Grant Longley 

Music: Columbia 3-10443,1 Got It For You, Billy Swan 
Position: No partners, all facing HOH 
Introduction: Wait four measures (16 counts) 

DANCE 

1 measure - Point LF to L, step L beside RF, point RF to R, step 

RF beside LF; 

2 measure - Point LF in Front, point LF to Rear; 

3 measure - Point LF in F, step LF beside R; 

4 measure - Point RF in F, point RF to Rear; 

5 measure -- Point RF in F, step RF beside L; 

6 measure -- Point LF diagonally to L Rear, step LFXIFR; 

7 measure - Point RF diagonally to R Rear, step RFXIFL; (ending 

with 1/4 turn R) 

8 measure -- Backup L, R, L, R (end with weight on RF). 

Suggestion: for teenage dancers - shorten the dance into five measures from 
eight as written above. This would mean that each step of the 
dance would take a single beat of music. 
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JESSIE POLKA * 

*not a line dance but a COUPLE dance, 
because it is done usually in “lines” it 
lends itself to line dance programming. 

Origin: Unknown 

Music: Any polka music, more particularly: SIO 2006 Jessie Polka Square; Old 
Timer S-8052, Jessie Polka Square; Folkraft 1093. 

Position: Couples or groups of 3s, 4s, etc. facing LOD around the hall, arms 
around each other’s waists. 

DANCE 

1 measure - Left heel forward with no weight -- just touch, then 

step LF back in place, touch R toe behind, then touch 
R toe in place; 

2 measure -- (same foot) R heel touch in front, step RF back in 

place, touch L heel diagonally in front, lift L knee 
and swing lower L leg across in front of R (Mazurka 
step) -- keep weight on RF; 

3 & 4 measure -- Four two-steps fwd in LOD starting with step L, 

slide RF to L, step fwd LF, hold; repeat to the Right; 
repeat to L; then repeat to R. (Four polka steps may 
be substituted for the four two-steps). 


VARIATIONS 

2 measure - instead of touching R heel in front - Kick RF fwd and 
up about 12 to 15 inches while vocally emitting a 
shout. 


Dance may be done in a Conga line. 
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JIVE TALKING - Line Dance 

as taught by Dr. Grant Longley 

Origin: Unknown 

Music: RSO — SO-510, Jive Talking -- Bee Gees 

Position: No partners, all facing Head of Hall but stationed in the rear of hall. 
Introduction: After first few light beats, count 16 heavy beats, then begin 

DANCE 

1 measure -- Step forward with Right, slide L to R, step fwd. R, 

hold one count (Forward right two-step); step fwd 
L, slide R to L, step fwd L, hold, (fwd left two-step). 

2 measure - Repeat Measure one (two two-steps - right and left); 

3 measure - Step to R with R ft, step with LF crossing in back of 

RF, step R with 1/2 turn to R, point L toe to L side 
facing ROM; 

4 measure - Step L to L, cross RIB of L, step L and turn 1/2 turn 

to L, point R to side (only touch as dance repeats 
starting with the R two-step.) 

VARIATION 

Dr. Longley puts all dancers in a circle facing LOD and progress with 
two-steps in LOD after the fourth two-step everyone faces COH, then 
do the first grapevine in LOD, make 1/2 turn to face wall, second 
grapevine with 1/4 turn L to face LOD. 
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LITTLE BLACK BOOK -- Line Dance 

as taught by Dr. Grant Longley 

Origin: Unknown 

Music: Columbia 4-42529 Little Black Book - Jimmy Dean; also Columbia 
13-33051 

Position: No partners, all facing Head of Hall 
Introduction: Wait sixteen counts 

DANCE 

1 measure - Step Right to Right, slide Left to R, step R to R, 

touch L to R; 

2 measure -- Step L to L, slide R to L, step L to L, touch R to L; 

3 measure - Step R to R, touch L to R (notice timing is different); 

4 measure - Step L to L, touch R to L; 

5 measure - Repeat third measure; 

6 measure - Repeat fourth measure; 

7 measure - Run fwd 6 counts - R, L, R, L; R, L, 

8 measure - Complete the 6 counts by running R, L, then bend 

both knees and do two-foot backward jump turning 
1/4 R. 
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LOLLIPOP - Line Dance 


Origin: Unknown 

Music: Columbia 4-45907, Loves Me like a Rock - Paul Simon 
Position: No partners, facing HOH 
Introduction: Wait sixteen counts 

This dance is very similar to the LOVE ROCK line dance 
DANCE 

1 measure - Step LF to L, slide RF to LF, step LF again to L, 

touch R toe beside LF; (Two-step Left) 

2 measure -- Step RF to R, slide LF to RF, step LF again to R, 

touch L-toe beside RF; (Two-step Right) 

3 measure - Repeat first measure; 

4 measure - Repeat second measure; 

5 measure -- Step backward four steps (L, R, L, R) clapping the 

hands on each backward step; 

6 measure - Strut forward two steps (L and R); 

7 measure - Repeat sixth measure; 

8 measure - Walk around half turn to L (180 degree turn) in two 

steps. 
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LOVE ROCK -- Line Dance 


Origin; James Banks, Lexington, Massachusetts 
Music: Columbia 4-45907 Loves Me like a Rock, Paul Simon 
Position: No partners, facing HOH 
Introduction: Wait sixteen counts 


DANCE 

1 measure - Grapevine Left; (Step to L on L ft, cross R ft behind 

L, step L, swing R diagonally to L in front) 

2 measure - Grapevine Right; (Step R on R ft. cross L behind R, 

step R, swing L diagonally to R in front - at same 
time make 1/4 turnR) 

3 measure - Step backward 4 steps (L, R, L, R) clapping the hands 

one time as each step is taken. 

Start immediately from beginning 


Variation introduced by Dr. Grant Longley - and used with youth groups. 

add a fourth measure: step L on L, swing R diagonally in front 
of L, step R on L, swing L diagonally in 
front of R. (two-step swings, first L, 
then R) 
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MARKING TIME -- Line Dance 

as taught by Dr. Grant Longley 

Origin: Unknown 

Music: Song Sung Blue -- MCA Records -- MCA - 60116, Neil Diamond 
Position: Solo, all facing HOH 
Introduction: 32 counts 

DANCE 

1 measure -- Point Right toe to R side, back to place, point L toe to 

L. side, back to place; 

2 measure - Repeat first measure; 

3 measure -- Point R toe to R side, cross R foot in front of LF, 

point L toe to L side, cross LF in front of RF; 

4 measure - Repeat third measure; 

5 measure -- Repeat first measure; 

6 measure - Repeat second measure ending with 1/4 turn R; 

7 measure - Back up 4 steps, R, L, R, L (end with weight on LF). 

NOTE: This dance very similar to; Rambling Man, Satin Doll 
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NEW CHARLESTON - Line Dance 

as taught by Dr. Grant Longley 

Origin: Unknown 

Music: Flashback, FLB 81, Tie a Yellow Ribbon Round the Ole Oak Tree -- 
Dawn & Tony Orlando 

Position: No partners, all facing HOH 

Introduction: Wait four measures 

DANCE 

1 measure -- Point Right Foot to Right side, pick RF up and point 

again six inches to the rear of the previous point, cross 
RFIB of LF and place weight upon it and step LF to 
the L, cross RFIF of LF and place weight on it (Cal¬ 
ifornia Schottische step); 

2 measure - Point LF to L side, point again, cross LFIB of RF and 

place weight on it step RF to R, cross LFIF of RF and 
place weight on it; 

3 measure - Place R toe in front of LF, pick it up with a sweep 

and place it behind LF with weight on it, point L toe 
to the rear, step on LF slightly in front of RF; (the 
Charleston step) 

4 measure -- Repeat Measure Three. 
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NITE CHICAGO DIED - Line Dance 

as taught by Dr. Grant Longley 

Origin: Unknown 

Music: Mercury 73492, Paper Lace - The Night Chicago Died 
Position: No partners, all facing Head of Hall 
Introduction: Wait two measures, weight on right foot 

DANCE 

1 measure -- Step Left Foot sidewards to the Left, cross Right Foot 

behind L, step L again, swing RF across in front of LF 
(Grapevine Left); also, snap fingers or clap hands on 
beat 4 (as RF swings). 

2 measure -- Repeat above with Grapevine to the Right; snap fingers 

or clap hands on beat 4. 

3 measure - Step LF forward, slide RF to LF, step L fwd again, 

touch R toe beside LF (Two-step Left); snap fingers 
or clap hands. 

4 measure - Step RF sidewards to R, slide LF to RF, step RF to R, 

touch L toe to RF (Two-step sidewards Right); snap 
fingers or clap hands. 

5 measure - Step back with LF, slide RF back to LF, step LF back¬ 

wards again, touch R toe beside LF (Backward two- 
step); snap fingers or clap hands. 

6 measure - In place step R, L, R, at the same time 1/4 turn Right, 

clap hands or snap fingers on beat 4, at same time put 
weight on RF ready to start dance again. 






NO NAME LINE DANCE (some call it: RHODES) 

as taught by Eb. Ckant Longley 

Origin: Rhodes Ballroom on the Pawtuxet 
Music: Capitol 4376, Southern Nights, Glen Campbell 
Position: No partners, all facing Head of Hall 
Introduction: Wait sixteen counts (four measures) 

DANCE 

1 measure - Touch Right toe crossed in front of Left Foot, touch 

R toe to R, touch R toe crossed in front of L, step RF 
to R; 

2 measure - Step LF crossing behind RF, step RF to R, touch L 

toe crossed in front of R, touch L toe to L; 

3 measure -- Touch L toe crossed in front of RF, step LF to L 

(put weight on it), point R toe fwd, place RF beside 
LF; 

4 measure - Point L toe fwd, place LF beside RF, step back with 

RF, close LF back to RF; 

5 measure -- Step RF fwd at same time start turning 1/4 turn to the 

R, step LF at same time continue turning making 
another 1/4 turn R, (this makes a complete 1/2 turn 
to R - 180 degrees on counts 1 & 2) step backwards 
with RF, step backward with LF (keep weight on it). 


Note: Here is a glaring example of mis-naming a dance. 
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OCEANIC - Line Dance 


Origin: Unknown 

Music: Hoctor, HLP 3076, Dance Party Fun Time 
Position: No partners, all facing Head of Hall 
Introduction: Wait sixteen counts 

DANCE 

Odd counts done with the Right - even counts with the Left 
Three measures used (12 counts) 

Beat 1 -- Extend R arm fwd at shoulder level, palm down 

2 -- Extend L arm fwd at shoulder level, palm down 

3 --Turn R hand palm up 

4 -- Turn L hand palm up 

5 - Place R hand on hip 

6 -- Place L hand on hip 

7 - Lift R thumb over R shoulder (like hitch-hiker) 

8 - Lift L thumb over L shoulder 

9 - Touch R hand to L knee 

10 - Touch L hand to R knee 

11 - Roll both hands in a small circle in front of body 

12 - Clap both hands together. 
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OLD CHARLESTON -- line Dance 

as taught by Dr. Grant Longley 

Origin: Unknown 

Music: Bell 374, Say, Has Anybody Seen My Sweet Gypsy Rose -- Dawn & Tony 
Orlando 

Position: No partners, all facing Head of Hall 

Introduction: Long, slow introduction, start when the tempo changes 

DANCE 

1 measure -- Place Left heel to Left, back to place (shift weight onto 

it), place Right heel to R, back to place (take weight 
onto both feet); 

2 measure -- Turn both heels out, back in, both out, both back in; 

3 measure -- Repeat first measure; 

4 measure -- Repeat second measure; 

5 measure -- Step fwd L, swing R to front and touch, step back on 

R, point L toe to rear (Charleston step) 

6 measure -- Repeat fifth measure; 

7 measure -- Turn left and start walking with strut four steps; 

8 measure -- Continue with four more strutting steps completing 

a circle of 8 steps (seventh and eighth measures) L, R, 

L, R, L, R, L, and Right (place weight on the R). 

Note: Some instructors call the dance “Sweet Gypsy Rose”. 

Also, a more recent pressing of the music is to be found on Flashback — 
FLB81 
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PATA - PATA -- Line Dance 


Origin: Unknown 

Music: Reprise 0732, Pata - Pata, Miriam Makeba 
Position: No partners, facing Head of Hall 
Introduction: Wait four measures 

DANCE 

1 measure -- Touch Right Foot to Right side, close RF to LF, touch 

LF to L, close LF to RF; 

2 measure -- Turn both toes out, turn both heels out, turn both 

heels in, turn both toes in; 

3 measure -- Raise R knee to horizontal (at the same time slap it 

with R hand), tap R toe to R side, raise R knee and 
slap it with R hand again, step RF beside LF; 

4 measure -- Kick LF fwd (at the same time make 1/4 R turn), step 

back with LF, then RF, and LF. 


VARIATIONS 

(used by Jim Banks, Lexington, Mass. 

High School) 

2 measure -- At the same time as the toes are being turned out, lift 
both hands up (palms forward, elbows close to the 
sides). 

At the same time as the heels are being separated, lower 
both hands down close to the sides. 

Then raise hands again as the heels are closing. 

Finally lowering both hands as the toes are being 
closed. 

4 measure -- Instead of the LF kicking fwd with a turn, use a L knee 
LIFT, then step on LF behind RF while making 1/4 
turn Right, then step RF (completing turn), step LF 
beside RF (shifting weight to LF -- ready to start 
dance over again.) 
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PONY -- Line Dance 

as taught by Dr. Grant Longley 

Origin: Unknown 

Music: Goldies P2758 Cab driver, Mills Bros. 

Position: No partners, facing Head of Hall 

Introduction: Start on word “Cabdriver”, after a wait of about 34 measures 



DANCE 

1 measure -- Step to Left with Left ft, slide R to L, step L, Hop 

with Left lifting R knee to horizontal; 

2 measure -- Step R, slide L to R, step R and hop with R lifting L 

knee; 

3 measure -- Repeat first measure 

4 measure -- Repeat second measure 

5 measure -- Back up L, clap both hands, (at same time swivel 

upper body from the waist to the left,) back up R, cl 
both hands (at same time swivel upper body from thi 
waist to the right); 

6 measure - Repeat fifth measure; (ending with 1/4 turn R) 

7 measure -- Run fwd L, R, L, R (Toward new wall) 
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POP CORN - Line Dance 

as taught by Dr. Grant Longley 

Origin: New Jersey square dance caller - Mike Gilden 
Music: Hot Butter Popcorn -- Musicor -- Mus 1959A 
Position: No partners, all facing Head of Hall 
Introduction: Wait 24 beats, start on “plunke, plunke” 

DANCE 

1 measure -- Grapevine Right (step R to R, cross L behind R, step 

R, touch L beside R); 

2 measure -- Grapevine L (step L to L, cross R behind L, step L, 

touch R beside L); 

3 measure - Walk forward R, L, R, kick L foot forward, at same 

time do a 1/4 turn Right; 

4 measure -- Back up L, R, L, touch R beside Left. 

VARIATIONS 

This author has seen the line dance "Alley Cat" performed to the 
Hot Butter Popcorn label and called by the latter title. The music 
or timing is faster. 
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RAMBLING MAN -- Line Dance 

as taught by Dr. Grant Longley 

Origin: Winnie Hedrick, Randolph, Massachusetts 

Music: Any Boogie Woogie Music esp. Wasted Days and Wasted Nites, Goldier 
45 P-2769, Freddy Fender 

Position: No partners, facing Head of Hall 

Introduction: Usually wait 16 counts 

DANCE 

1 measure -- Point Right toe to R side, touch R toe to Left ft, point 

R toe to R diagonally rear, cross R in front of L putting 
weight on it; 

2 measure - Point L toe to L side, touch L to R, point L to L 

diagonally rear, cross L in front of R; 

3 measure - Point R to R diag. rear, cross R in front of L, point L 

to L diag. rear, cross L in front of R and turn 1/4 Right; 

4 measure - Step back R, L, R, L. 

ANOTHER VERSION - not used by Dr. Longley 
Origin: Rhodes on the Pawtuxet in Rhode Island 

1 measure - Step L to L, close R to L, touch L to L, step L beside 

R; 

2 measure - Step R to R, close L to R, touch R to R, step R beside 

L; 

3 measure - Step L to L, step R XIB of L, step L, R, L turning 

1/2 L facing ROH; 

4 measure - Step R, to R, step L XIB of R, step R, L, R but do not 

turn; 

5 measure - Repeat third measure; 

Continued on next page 
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RAMBLING MAN - Another Version Continued 

6 measure - Repeat fourth measure; 

7 measure -- Step L with toe turned in (low twist step), step R with 

toe in, Cha-cha-cha L, R, L; 

8 measure - Repeat seventh measure in reverse; 

9 measure - Step L to L, step R XIB L, step L to L making 1/2 

turn L, touch R to L; 

10 measure -- Reverse last measure. 
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RHINESTONE COWBOY - Line Dance 


as taught by Dr. Grant Longley 

Origin; Unknown 

Music: Capitol 4095, Rhinestone Cowboy -- Glen Campbell 
Position: No partners, facing Head of Hall 
Introduction: Wait 16 beats, start on “I’ve been” 

DANCE 

1 measure -- Step Right foot to Right, touch L ft to R ft, Step L 

ft to L, touch R to L.; 

2 measure - Step fwd with R, touch L toe diag. fwd, cross LIF R 

(as in Snoopy), Rock bwd on R.; 

3 measure -- Rock fwd on L, Tap R toe crossed in back of L, step 

R to R, tap L toe crossed back of R; 

4 measure -- Step L diagonally fwd to L, cross R behind L and lock 

(Amos Moses step). Step L fwd and at same time 
make 1/2 turn L to face Rear Of Hall., touch R to left 
(leave unweighted). 


Note: Takes Campbell 24 counts to go from one “I’m a Rhinestone Cowboy” 
to the next. 
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RUBY BABY -- Line Dance 

as taught by Dr. Grant Lon^ey 

Origin: New Jersey square dance caller - Mike Gilden 

Music: Columbia (or Capital) 13-33063 ~ Dion - Ruby Baby 

Position: No partners, all facing Head of Hall 

Introduction; Wait about four to eight counts, when singing starts, go. 

DANCE 

1 measure ~ Right heel placed out to Right, back to place. Left 

heel placed out to L, back to place; 

2 measure - R heel out to R, back to place. Repeat to Right; 

3 measure - Grapevine to R (step R on R foot, cross L behind R, 

step R but instead of touching L to place kick L foot 
forward at same time turning 1/4 Right); 

4 measure - Back up L, R, L, touch R beside Left. 




SALTY DOG RAG -- line Dance 

as taught by Dr. Grant Longley 

Origin: “Prof’ Longley, Franklin, Mass. 

Music: Decca #9-27981, Salty Dog Rag, Red Foley 
Position: Single circle facing Line of Dance 

Introduction: Wait two beats, walk sixteen steps (16) taking two beats for 
each step starting with the RF (Right Foot). 

DANCE 

PART 1 - 

1 measure - Step R with RF, step LXIB of RF, step R with RF, 

kick LXIFRF (Grapevine R); 

2 measure -- Grapevine L (step L with LF, cross R behind LF, step 

Lwith LF, kick RXIFLF; 

3 & 4 measures - Walk R, L, R, L taking two beats for each. 

5 measure -- Repeat 1st measure 

6 measure - Repeat 2nd measure 

7 & 8 measures - Repeat 3rd & 4th measures 
PART 2- 

1 measure - Touch R heel Fwd, step back to place, touch L heel 

Fwd, back to place; 

2 measure - Weight on both toes turn both heels out, touch R heel 

F (taking care not to change angle of foot from the 
previous count), step back to place, lift LF and step 
in place; 

3 & 4 measure -- Walk R, L, R, L taking two beats for each (as in 

Part 1) 

5 measure -- Repeat 1st measure 

Continued on next page 
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SALTY DOG RAG - Continued 


6 measure -- Repeat 2nd measure; 

7 & 8 measures - Repeat 3rd & 4th measures; 

PART 3 

1 measure - Step Forward with RF, step L XIBRF, step F with RF 

hold; 

2 measure - Step F with LF, step R XIB LF, step F with LF, hold; 

(above two measures using Amos Moses step Right and 
Left); 

3 & 4 measures - Walk R, L, R, L taking two beats for each; 

5 measure - Repeat 1st measure ; 

6 measure - Repeat 2nd measure; 

7 & 8 measures - Repeat 3rd & 4th measures. 

SEQUENCE: Do Part I, II, III and repeat in that order 
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SATIN DOLL -- Line Dance 

as taught by Dr. Grant Longley 

Origin: Unknown 

Music: Hoctor H-704B, Sweet Georgia Brown 
Position: No partners, all facing Head of Hall 
Introduction: Wait four measures 

DANCE 

1 measure -- Weight on left foot, touch Right diagonally behind, 

back to place. Repeat; 

2 measure -- Touch Left diagonally behind, back to place, and 

Repeat; 

3 measure - Touch R diagonally behind, cross R diagonally in 

front of L; touch L diagonally behind, cross L diag¬ 
onally in front of R; 

4 measure -- Repeat third measure, 

5 measure - Repeat first and second measures with 1 /4 turn R at 

end of measure; 

6 measure - Walk backwards R, L, R, Left, end with weight on 

Left ready to start dance. 
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SAVE YOUR KISSES -- Line Dance 
as taught by Paul Merola 

Origin: Paul Merola, Canoe Club, West Bridgewater, Mass. 
Music: PYE 71066, Save Your Kisses For Me, Tony Hiller 
Position: Single circle, holding hands, facing LOD 
Introduction: Wait eight beats of music 


DANCE 

Variation of Delilah but enough different to warrant calling the dance a new dance. 

1 measure -Step RF Forward in LOD, slide LF to RF, step RF 

forward, hold; (Right two-step) 

2 measure - Step LF Forward in LOD, slide RF to LF, step LF 

Forward, hold; (Left two-step) 

3 measure - Face COH - step RF to R, step LF XIB of RF, step 

RF to R, swing or point LF XIF of RF; (Grapevine 
Right) 

4 measure - Drop hands - step LF and clap hands once, then step 

RF and clap hands once at same time making full 360 
degree (Left face turn in two counts) while traveling 
down RLOD, now facing COH step with LF in RLOD, 
swing or point RFXIF of LF. 
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THE SLUSH -- line Dance 


Origin: Unknown 

Music: Flashback -- Dawn, FLB-66, Candida; or Smile Away Your Blues; or 
Hully Gully recordings, i.e., Columbia 33051 

Position; No partners, facing Head of Hall 

DANCE 

1 measure -- Step sideways Left, draw R to L, step sideways L, 

touch R toe to L; 

2 measure -- Repeat to the Right (Step, together, step, touch); 

3 measure -- Repeat first measure; 

4 measure -- Repeat second measure; 

5 measure -- Step fwd L taking the weight, slap R knee, step fwd R 

making 1/4 turn R, lift L knee at same time clap both 
hands under raised knee. 

ANOTHER VARIATION 

1 measure -- Walk L, R, L to L, kick R and clap hands; 

2 measure -- Walk R, L, R to R, kick L and clap hands; 

3 measure - Repeat first measure; 

4 measure -- Repeat second measure except last beat hit the L heel 

in back of R leg with R hand; 

5 measure -- Step fwd L, lift bent R knee and slap with Left hand, 

step fwd R, at same time 1/4 turn R, lift L knee and 
clap hands under raised L knee. 
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SNOOPY -- Line Dance 

as taught by Dr. Grant Longley 

Origin: Unknown 

Music: Spun Gold 45060-A, The New Seekers - I’d Uke To Teach the World 

to Sing (in Perfect Harmony) 

Position: No partners, all facing Head of Hall 
Introduction; Wait one measure - count four beats 

DANCE 

1 measure -- Touch Left foot to Left, step L beside Right, 

touch R foot to R, step R beside L; 

2 measure -- Repeat line 1 but not line 2, then touch R forward (no 

weight), then touch R backward; 

3 measure -- Step R forward, touch L toe forward diagonally to 

left (no weight) Cross L in front of R (lock step) and 
take weight on it, step backward R foot; 

4 measure -- Step backward L (take weight), point R forward, point 

backward. Step R forward making 1/4 turn Right. 


VARIATIONS 

1 & 2 measures -- substitute Charleston step twice (step forward L, 
touch R forward, step backward R, touch L back¬ 
ward). Repeat. 

3 & 4 measures - Step L crossed back of R, step R, step L, step R 

making 1/2 left turn to back BOH, Repeat, turning 
to face HOH. 
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STAY UNTIL TOMORROW -- Une Dance 

as tau^t by Kathy Higginson 

Origin: Ben and Kathy Hi^nson, Wareham, Mass. 

Music: MAM 8-50308, Say You’ll Stay Until Tomorrow, Tom Jones 
Position: Single circle, holding hands, facing COH 

Introduction: Wait six measures (24 beats of music) Start dancing on first word 
Tom sings. 

DANCE 

1 measure Step to Right with Right Foot, close LF to RF, step 

R with RF, swing LF in front of RF; (or touch L toe) 

2 measure -• Step to Left with LF, close RF to LF, step L with LF, 

swing RF; (or touch R toe in place) 

3 measure -- Step RF to R, step LFXIB of RF; (1/2 Grapevine 

Right) Note well - change in timing (each step taking 
two counts) 

4 measure - Step RF to R, cross LF in front of RF placing weight 

on it; (completes grapevine R) 

5 measure - Continue with grapevine R - step RF to R, cross LFIB 

of RF; 

6 measure -- STRUT Right making complete circle Right in two 

steps RF, LF; 

7 measure -- Step toward COH with RF, then LF (dipping on that 

Left knee); 

8 measure -- Straighten-up stepping backward to place with RF, and 

LF (end with weight on LF). 

VARIATIONS 

1 measure -- Face LOD and step RF forward, step LF forward, step 

RF Fwd, and swing LF forward and turn facing RLOD; 

2 measure - Step Fwd with LF, RF, LF, and swing RF and face COH; 
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STRAWBERRY PATCH -- Line Dance 

as taught by Dr. Grant Longley 

Origin: Rhodes 

Music: Bell, BMI 1882, “Who’s in the Strawberry Patch With Sally,” Tony 
Orlando and Dawn 

Position: Circle with hands held at waist level dancers facing LOD 
Introduction: Long, slow intro., dancers start on first beat after intro. 

DANCE 

1 measure - Right two-step in LOD (step R for., close L to R, step 
R for., hold) 
and 

1 measure ~ Left two-step (on fourth beat face COH). 

2 measure - Step R to R (LOD), close L to R, Repeat. 

3 measure - Step R for toward COH, kick L for. down low, step L 

backward shift weight to it, touch R toe to rear 
(Charleston Step); 

4 measure - Repeat third measure. 

Note: Measure one consists of two fast two-steps 
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THIRTEEN WOMEN -- Line Dance 

as taught by Dr. Grant Longiey 

Origin: Unknown 

Music: MCA Records, MCA-60025, Thirteen Women, Bill Haley and his Comets 
or Bongo Bongo 

Position: No partners, all facing Head of Hall 
Introduction: Wait two measures 

DANCE 

1 measure -- With weight on Left foot, kick R toe behind L, kick 

L toe behind R, Repeat -- kick R toe behind L, kick 
L behind R; 

2 measure -- Step RF to R, place L beside R, step R, touch L be¬ 

side R; 

3 measure - Reverse - step L to L, place R beside L, step L, touch 

R beside L 

4 measure -- Walk forward R, L, R, L; 

5 measure - Walk around turn to Right with a R, L, R, L (360 

degrees); 

6 measure - Step R, draw L to R; 

7 measure - Step L, draw R to L; make 1 /4 turn R as start next 

measure — 

8 measure - Back up R, L, R, L (leave wt on L ft) 
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TIGHTEN UP -- Line Dance 


Origin: Unknown 

Music: Goldies, D2668, The Show Must Go On, Three Dog Night 

Position: No partners, facing HOH 

Introduction: After roll of drums count five measures 

DANCE 

1 measure - Point L to L, close L to R, point R to R, close R to L; 

2 measure - Repeat first measure; 

3 measure -- Point L to L, step L XIF of R, point R to R, step 

RXIF of L; 

4 measure - Repeat third measure; 

5 measure - Step bwd on L, then R, L, R at same time making 

quick 1 /4 turn R 


Source of above dance: Krylos Dance Studios, Woonsocket, R.I. 



TINY BUBBLES - Line Dance 

as taught by Dr. Grant Longley 



Origin: Unknown 

Music: Reprise GRE-0705, Don Ho -- Tiny Bubbles 
Position: No partners, all facing Head of Hall 

Introduction: Wait four measures, Ho starts singing with “Tiny” on 3rd and 
4th beats of fourth measure, action starts on “bubbles” 


DANCE 

1 measure -- Left heel forward (heel pointing R while toe points L), 

L returns to R with weight shifted to it, 

R heel forward (heel and toe turned) 

R returns to L; 

2 measure -- Repeat action of first two lines (left foot - but not 

Right) Sway to R on R foot, sway left on L; 

3 measure -- Step on R foot crossing behind L foot, step L at same 

time start turning to left, step R with R foot completing 
full 180° turn, kick L foot forward and sweep to out¬ 
side L; 

4 measure -- Complete sweep (Ronde) JAMBE by stepping on L 

behind R, step R on R foot. Slide L to R foot, step 
R on Right foot. 
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TIPPY TOEING -- Line Dance 


as taught by Dr. Grant Longley 

Origin: Unknown 

Music: Columbia 13-33128, Tippy Toeing, Hamden Trio 
Position: No partners, facing Head of Hall - but at the rear of hall 
Introduction: Count 16 fast beats without bass, then another 16 with bass 

DANCE 

1 measure -- Point Left toe to L, place LF beside R; 

2 measure - Point R toe to R , place RF beside L; 

3 measure -- Repeat first measure; 

4 measure - Turn 1/4 R as step in place R, L, R, touch L beside R; 

5 measure - Step L toward HOH, cross RIB of L, step L still toward 

HOFI, 1/2 turn L and hold; 

6 measure - Step R toward HOFI, cross L behind R, step R, 1/2 

turn R and hold; 

7 measure - Repeat fifth measure — still progressing toward HOH; 

8 measure -- Turn L 1/2 turn to face ROH as you perform a two- 

step (R, L, R and touch L to R); or, instead of two- 
step just step in place R, L, R while turning 1/2 L. 


Start from beginning but now facing ROH 
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YA YA “ Line Dance 


Origin: Unknown 

Music: House of Sound FlOl-Y, Ya Ya, Leo Dorsey 
Position: No partners, all facing HOH 
Introduction: Start on the word “sitting” 

DANCE 

1 measure -- Step R with RF, step LFXIB of Right, step R with RF, 

Lift and swing LF (Grapevine Right); 

2 measure - Grapevine Left (reverse of above); 

3 measure -- Step R to R with lift, touch LF to R; 

4 measure -- Step L to L with lift, touch RF to L; 

5 measure -- Walk Forward R, L, R, with 1/4 turn R and lift L; 

6 measure -- Backup L, R, L, lift R. 
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This completes the 1977 edition of the New Modern Ballroom Dance — 
LINE DANCE MANUAL. Every week new dances are being written. It is my 
hope that a 1978 edition will be published in time for the 1978-79 Fall dance 
season. If you, the reader, have a favorite dance you wish to submit to the 
author of this Manual, please follow the form found in this Manual. Manuscripts 
should be typewritten, doublespaced. Give recognition to the choreographer (if 
possible). Then mail to: 

Dr. Grant Longley 
120 Union Street 
FRANKLIN, MA 02038 

Even though line dancing has not won over all dance enthusiasts, I feel we 
must recognize the impact it is making on the American dance scene and record 
it; for, as Robert Henri has so aptly stated, “Do not let the fact that things are 
not made for you, that conditions are pot as they should be, stop you. Go on 
anyway. Everything depends on those who go on anyway.”! We must not be¬ 
come discouraged in the face of adversity; we must cling to our beliefs and forge 
a new path, gain a new foothold, and secure a new frontier for the seeds of crea¬ 
tivity to be sown and harvested. 



p.314. 


! Robert Henri, The Art Spirit (Hriladelphia: J.B. lippincott Co., 1960), 
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